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I. INTRODUCTION. Research, Motivation and Objectives

1. Why the Satu Mare Theatre?

The opening section outlines my multifaceted personal relationship with the Satu Mare
Theatre and the personal motivations that shaped both my choice of research topic and my decision
to seek new theoretical terminology and methodological approaches capable of uncovering the
company's as yet untold "stories."

2. Research Aims and Scope

This dissertation pursues a twofold objective. First, it seeks to uncover the processes,
forces, power mechanisms, movements, human and nonhuman actors, and narratives that have
thus far remained largely invisible, yet have contributed — not only through individual
productions and professional achievements, but also across and beyond them — to the formation
of the Baia Mare—Satu Mare Company, the discourses surrounding it, the group's internal cohesion,
and a shared horizon of narrative identity. Second, the study reassesses a number of already
familiar phenomena in the company's history, together with earlier scholarly interpretations of
them, through the theoretical approaches—and the accompanying conceptual vocabulary—
discussed in the following chapters.

Since its foundation in 1953, the Baia Mare—Satu Mare Company has already been the
subject of numerous theatre-historical studies and comprehensive historical accounts. While these
studies provide an indispensable point of departure, the present study argues that the historical
development of the company should also be examined from perspectives capable of uncovering
dimensions that have thus far remained hidden and of dismantling occasionally mythologizing and
hero-making narratives by investigating more closely the mechanisms and dynamics that underlie
them.

Particular attention is therefore devoted to the phenomena that have shaped the
configuration of the company, its artistic profile, institutional aspirations, processes of self-
definition, and professional prestige from within the institution itself. Such an approach requires
moving beyond interpretations which, although by no means unfounded, tend to reduce the
company's own initiatives and internal dynamics to a continuous and uninterrupted process of
"evolution"—or, at the very least, to an uninterrupted succession of attempts driven by an equally
persistent aspiration towards artistic "progress.” Within this interpretive framework, periods of

stagnation, decline, conceptual uncertainty, or diminishing artistic quality are attributed almost



exclusively to external intervention: political constraints, censorship, economic restrictions,
austerity measures, or the withdrawal of financial resources.

Such explanations rarely reach the internal causes of these developments. Consequently,
they leave little room for recognising that crises of leadership may also emerge from individual or
collective interests; that changes in artistic direction may reflect conflicting artistic values or
professional interests among directors and actors; or that they may result from historically
changing patterns in the internal circulation of power within different periods and groups of the
company.

The study also incorporates factors that have received comparatively little attention in
predominantly anthropocentric and teleological accounts of the company's history, most notably
nonhuman actors and the narratives woven around the company itself, its individual members, and
specific moments in its history. It therefore seeks to demonstrate that the history of the Harag
Gyorgy Company has been co-authored not only by the people directly involved, but also by
objects, buildings, pathogens, diseases, written and unwritten rules, disciplinary mechanisms, and
numerous other human and nonhuman actors, together with the historians and storytellers whose
narratives—intertwined with the self-constituting narratives of individual lives—have collectively
organised a broader narrative superorganism around the company.

To understand both the company's history before the political changes of 1989 in Romania
and the body of shared knowledge that has accumulated around these historical processes, it is first
necessary to demythologize and deheroize the discourse that has developed around the company,
identifying the points at which it engages in mythologizing and heroizing. In this sense, "history"
is, by definition, "only" a narrative: a Deleuzian arboreal abstraction—that is, a structure or
superstructure—behind which lie, on the one hand, a multitude of power mechanisms, events, and
networked actions, and, on the other, a rhizomatic network of often anecdotal, yet constitutive,
narratives.

In light of recent developments in contemporary scholarship, theoretical schools, and
methodological frameworks, it seems essential not only to reconsider our previous conclusions but
also to identify, within the configuration of the company—typically characterised during its
formative years by collective enthusiasm and youthful idealism—the inherited group hierarchies
of the former acting class. Likewise, the phenomena of hierarchization and struggles for power
should be recognised behind processes that have traditionally been explained almost exclusively
through external political forces, whether periods of stagnation and decline or the

professionalization of the company and its gradual "becoming theatre."



Equally revealing is the need to recognise discipline (and punishment) behind discipline,
the role of strategies positioned against the tactics of resistance behind status and authority, the
ideological foundations (together with their other possible causes) of the collective's initial
heterarchical organisation, and the internal circulation of power mechanisms in the Foucauldian
sense.

An equally productive perspective emerges when the company is examined as a network—
or, in Latour's sense, as an actor-network—thereby revealing the role of nonhuman actors in its
historical development. These include not only sets, costumes, props, furniture, and stage
machinery associated with theatrical productions, but also the agency of buildings, everyday
objects, social phenomena, legal regulations, diseases, narratives, human cells, viruses, timetables,
dramatic texts, means of transport, and professional networks.

Once the company is understood as such a hybrid network—that is, as an actor-network—
it becomes evident that the boundaries of this network do not coincide with those of either the
stage or the theatre building. Rather, they overlap with the personal networks and life histories of
human actors, insofar as their vital lines of becoming! converge—intersect—in the theatre's actor-
network, becoming temporarily stabilised within the company's configuration or within the
assemblages of individual performances.

These hybrid actions are never entirely conscious and can be planned only to a limited
extent. Chance therefore plays a significant role in them, as do errors and "aesthetic accidents,"
which is precisely why they possess an evental character. Yet their eventfulness is subsequently
inscribed into the experience of human agents, becoming self-constituting narratives and, as such,

contributing to the formation of the narrative self and narrative identity.?

3. Structure of the Dissertation — Key Concepts and Methodological Considerations
Following the Introduction (Chapter 1), the dissertation is organised into five further major
chapters, structured partly according to historical periodisation and partly according to distinct
theoretical perspectives. It traces the principal phenomena, events, and agents associated with the
institutionalization and hierarchization of the Baia Mare—Satu Mare Company before the political
changes of 1989 in Romania, the various modes of exercising power, performative contingencies,
and, finally, the network-theoretical and Actor-Network Theory (ANT) perspectives through which

the company is examined as a hybrid network.

! Concept introduced by Stefano Boselli, derived from Gilles Deleuze's concept of devenir (becoming).
2 Throughout this dissertation, these concepts are employed in accordance with Gabor Szécsi's interpretation.
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The methodological foundation of the chapters analysing the company as an actor-network
(Chapters VI-VIII) is provided by Bruno Latour's Actor-Network Theory (ANT), together with its
application to theatre studies by Christopher Balme and Stefano Boselli. ANT conceives social
phenomena as hybrid networks composed of human and nonhuman actors, while rejecting
monocausal and teleological explanations. Following Balme, this approach is characterised by
what he terms the "anticategorical imperative," according to which analytical attention shifts away
from the intrinsic properties of individual actors towards the relationships and networked actions
that emerge between them.

A key mechanism in the operation of these networks is translation, through which actors
induce one another to perform new actions and continuously redistribute functions among
themselves. Boselli places particular emphasis on the role of "stealth™ agents, especially disease
agents (“stealthy disease agents”), which generally become perceptible only through their actions
or the consequences they produce.

The concept of translation is closely connected to Gilles Deleuze's and Félix Guattari's
concepts of becoming (fr. devenir), lines of becoming, lines of flight (fr. ligne de fuite), and
deterritorialization, as well as to the theory of the rhizome, which privileges open, continuously
reconfiguring patterns of connection over hierarchical, arboreal structures. Borrowed from botany,
the term originally refers to the rhizomes of creeping plants. Following Latour, such formations
may be understood as assemblages: heterogeneous associations that achieve only temporary
stability.

To interpret the narrative organisation of personal experience and networks, | draw on
Gabor Szécsi's concepts of narrative identity and the prenarrative self, according to which identity
emerges through the continuous interaction between internalised experience and self-interpreting
narratives.

Szécsi reviews the principal philosophical approaches to the concept of the narrative self,
drawing, among others, on the work of Daniel Dennett, Paul Ricoeur, Peter Goldie, Dan
McAdams, Jerome Bruner, and Laszl6 Tengelyi, while also engaging, from a different perspective,
with Shaun Gallagher, Richard Menary, Scalise Sugiyama, and Daniel Hutto. On this basis, he
distinguishes between two major theoretical orientations: one according to which narratives
constitute a fictional self (described by Richard Menary as the "abstract narrative explanation™),
and another according to which narratives shape an embodied self.

Although the distinction between these two positions may appear subtle, it is in fact

fundamental. The former regards the self as an abstraction constituted by narratives, whereas the



latter assumes the existence of a self-independent of narratives, yet continuously shaped and
reconfigured by them.

Szécsi proposes a methodological compromise between these perspectives by
distinguishing between the levels of implicit and explicit narrativization, while identifying the
existence of a prenarrative self, which internalises its experiences as experiences that are "ripe for
narration™ through the internalisation of speech (inner speech).

Within this framework, identity emerges through the processes of meaning attribution

performed by self-constituting narratives, whose cognitive foundation lies in folk psychology.

Il. THE REBELLION OF THE MIRROR. Institutionalization, Hierarchization, and Power in
the Baia Mare—Satu Mare Company

The first thematic chapter (Chapter Il of the dissertation) traces, in chronological order, the
early heterarchical organisation and the gradual process of hierarchization during the Harag
period, focusing on Gyo6rgy Harag's modes of exercising power and on the collective creative
practices that characterised these formative years.

The chapter is primarily grounded in the Foucauldian interpretation of power and in Duska
Radosavljevi¢'s concept of heterarchy, understood in relation to the collective methods of
theatrical creation characteristic of the company's early period. Radosavljevi¢'s production-
oriented and performance-centred concept is complemented by Reinhard Wagner's understanding
of heterarchy, which | apply to the configuration of the company as the organisational structure
that governed the company's internal functioning while, in practice, partially overriding the
institution's formally hierarchical framework. Wagner originally developed this concept to analyse
contemporary organisational and corporate structures rather than theatrical institutions.

The chapter examines the processes of institutionalization during the Harag period (1953—
1960), while also addressing the company's founding genesis myth and proposing its
demythologizing reinterpretation. The point of departure for the company's collective identity was
the community formed by the graduating class of the Acting Department of the Hungarian Institute
of Arts in Cluj, whose members, upon leaving the institution, elected (1) Gyorgy Harag as their
leader.

This formative period was characterised by heterarchical modes of organisation and
collective creation. Directorial authority had not yet produced the particular "privatization™ of
primary (directorial) authorship that would later become characteristic of hierarchical theatre-

making. While the primacy of dramatic authorship remained unquestioned, the members of the



company worked within a heterarchical network, united by a condition of shared subordination
and sustained through relationships of mutual interdependence.

Michel Foucault argues in Discipline and Punish that surveillance and punishment, as
techniques belonging to the microphysics of power, underwent profound transformations at the
turn of the eighteenth and nineteenth centuries. As a consequence, their primary target ceased to
be the body and became the soul. As the spectacular practice of corporal punishment gradually
gave way to permanent surveillance, power came to operate less through violence than through an
increasingly complex network of strategies, tactics, and disciplinary techniques permeating society
as a whole. The domain of power exercised through institutions and apparatuses is located, in
Foucault's words, "between these functioning mechanisms and bodies understood in their
materiality and their forces.” In this conception, the soul is neither a religious entity nor an
autonomous metaphysical substance, but rather a political technology through which the body is
disciplined and rendered governable.

Following this radical transformation, the exercise of power over life no longer rests upon
the sovereign right "to take life or let live,” but upon the principle "to make live and let die."
Biopower is therefore grounded in the regulation of life, through which power becomes the
administrator of life itself. This form of power operates through the positive regulation of life—
for example, by means of population management—extending control over biological processes
from the individual to society as a whole. At the individual level, the same phenomenon appears -
as the anatomo-politics of the human body, manifested in the disciplining of bodies, the
enhancement of their utility, their economic exploitation, and their integration into systems of
production.

Together, these developments give rise to the characteristic mechanisms of the normalizing
society, marked by the full deployment of normalizing power. In such a social order, norms
gradually supersede laws as the principal regulatory framework, while justice becomes, as
Foucault observes, "increasingly incorporated into apparatuses (medical, administrative, and so
on) whose major function is regulatory."

In analysing the relationship between the subject and power, Foucault introduces the
concept of pastoral power as a form of power originating in Christian institutions and oriented
toward salvation. Its exercise presupposes the involvement of individual conscience, requiring
both those who are governed and those who govern to disclose their innermost selves.

Building upon this concept, | introduce pedagogical power as a specific variant of pastoral
power. Drawing on Jacques Ranciere's The Ignorant Schoolmaster, | refine this concept through

the notion of self-eliminating mediation. While pedagogical power incorporates several
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characteristic features of pastoral power, it is fundamentally grounded in knowledge. Knowledge,
however, is understood not merely as the possession of information but also as a position.
Maintaining this position requires the teacher to continue learning in order to preserve this
positional advantage—that is, to remain capable of placing ever new forms of "non-knowledge”
between himself or herself and the student.

In the Foucauldian sense, both forms belong to the broader category of leadership power,
insofar as both imply the exercise of governmentality (fr. gouvernementalité). They nevertheless
differ in both their mode of operation and their purpose. Every instance of pedagogical power is
simultaneously an instance of leadership power, whereas not every form of leadership power
qualifies as pedagogical power. In order to distinguish between the two, | define the former by
excluding the latter: throughout this dissertation, leadership power refers to those Foucauldian
forms of power that cannot be adequately described through the concept of pedagogical power,
although, like the latter, they equally presuppose governmentality (fr. gouvernementalité) insofar
as they regulate the field of possible actions of others.

The company's initially less hierarchical internal relations, together with the collective
creative practices that emerged both from these relations and from the collectivising aspirations
and rhetoric of the period, are analysed through Duska Radosavljevic's concept of heterarchy and
Reinhard Wagner's concept of interdependence.

In her study The Heterarchical Director: A Model of Authorship for the Twenty-First
Century, now also available in Hungarian translation, Radosavljevi¢ defines theatrical heterarchy
in relation to the crisis of directorial authority and connects it to questions of authorship. Whereas
the twentieth-century model of directing is characterised as hierarchical, and the director is
described through the figures of the guru, the teacher, and the prophet, the twenty-first-century
models—Dbuilt upon distributed authority and multidirectional power relations—are defined as
heterarchical and associated with collective creation. Within this framework, the director functions
less as a guru than as a coach, participating in the creative process primarily as a facilitator and
organiser rather than as the central source of authority.

The collective methods of theatrical creation characteristic of the 1950s display remarkable
affinities with this model, including at the level of the company's organisational configuration.
Like the contemporary heterarchical organisational structures discussed by Wagner, they are based
neither on dependence nor on independence, but on interdependence—that is, on multidirectional,
reciprocal, and networked relations of dependency.

10



1. Previous Research

This subchapter presents the scholarly background and primary sources on which the
dissertation is based. The research builds upon a relatively rich and multifaceted body of theatre-
historical scholarship that, despite its diversity, has largely been dominated by teleological and
anthropocentric perspectives. The history of the Baia Mare—Satu Mare Company has previously
been examined by scholars such as Csaba Csirak, who situated the company within its local
historical context; Jozsef K&td, who interpreted its development within the broader history of
Hungarian and Romanian theatre in Transylvania; Adrienne Darvay Nagy, writing from the
perspective of Hungarian theatre history; Edit Kulcsar, who documented the company's post-1989
history; and, more recently, Istvdn Nénay and Ildik6 Ungvari Zrinyi within the framework of the
Philther Project.

The company's history has also been extensively documented through oral history. Book-
length interviews have been published with founding members Alajos Acs, Andréas Csiky, and
Emma Elekes, while several comprehensive interviews were conducted with Ferenc Kovacs.
Equally valuable are Katalin Naszta's published interviews with actors, recorded during the 1980s,
which preserve the contemporary reflections of key theatre practitioners without the retrospective
reinterpretations inevitably introduced by later recollection.

The research further draws upon archival sources preserved by the Harag Gyorgy
Company, including rehearsal logs and promptbooks from the stage management archive,
personnel files from the human resources archive, and production files held in the archive of the

literary office.

2. The Harag Period (1953-1960) and the (Pre-)History of the Company's Foundation

This subchapter examines the initial phase of the institutionalization of the Baia Mare—Satu
Mare Company from the perspective of the genesis of its later power relations. It argues that the
founding period should be understood not merely as a historical point of departure but also as the
formative stage during which both the company's enduring origin myth and the group hierarchy
that later became institutionalised were established.

At the centre of this process stands the figure of Gyodrgy Harag, together with the
legitimising role of the founding community, which subsequently became the symbolic foundation
of both leadership authority and the status of the "disciple.” The chapter demonstrates that the
company's early organisational configuration already contained the structural premises of its later
institutionalization and hierarchization, while the ideal of collective creation gradually became

intertwined with the consolidation of directorial authority. Consequently, the analysis extends
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beyond historical reconstruction to examine how the narrative of the company's foundation became

a central reference point in the exercise of power, institutional legitimacy, and identity formation.

3. "We Were All Equal™ — Equality and Open Hierarchy at the Time of the Foundation

This subchapter examines the company's formative years from the perspective of its early
collective creative practices and its open organisational structure, which had not yet developed
into a rigid hierarchy. The cohesion of the founding community, rooted in a shared educational
background, common professional socialisation, and mutual trust, produced a heterarchical mode
of organisation in which shared responsibility and collaborative thinking took precedence
alongside formal leadership roles.

During this period, Gyorgy Harag's position of leadership rested primarily upon
professional and pedagogical authority, as well as personal legitimacy, rather than upon an
institutionally consolidated hierarchy. This initial balance gradually dissolved, and, in parallel with
the company's institutionalization, increasingly hierarchical relationships emerged, eventually
becoming one of the defining organisational principles of its later operation.

4. The Baia Mare Period — The Beginnings of Hierarchization (1953-1956)

This section examines how the Baia Mare period witnessed the emergence of the first
structural consequences of institutionalization that would later become decisive for the company's
development. The initial heterarchical organisation gradually evolved into a more differentiated
organisational order in which professional and decision-making hierarchies became increasingly
visible.

The chapter argues that hierarchization should not be understood as a single turning point
but rather as a prolonged process of institutionalization. Directorial authority, professional
legitimacy, and institutional organisation gradually developed into mutually reinforcing

mechanisms, while the practice of collective creation underwent corresponding transformations.

5. Satu Mare — The Director's Theatre

The relocation of the company to Satu Mare is interpreted as a turning point that
fundamentally reorganised both artistic and power relations. The chapter demonstrates how the
director gradually became the central organising principle of the company's operation, while power
increasingly concentrated around this position through artistic decision-making.

12



It argues that director's theatre should be understood not merely as an aesthetic category
but also as a distinctive configuration of power that profoundly shaped rehearsal processes, casting
practices, and status relations within the company.

6. Heterarchy and Hierarchy: Collective Methods of Creation

Drawing upon Duska Radosavljevi¢'s concept of heterarchy, this subchapter interprets the
company's early collective creative practices as forms of collaboration characterised not by the
absence of hierarchy but by an open and dynamically changing hierarchical order. As
institutionalization progressed, this heterarchical mode of operation gradually developed into a
more hierarchical organisational structure, one of whose principal nodes remained the director's
pedagogical authority until Harag's departure.

It is in this context that I introduce the concept of pedagogical power (following Foucault),
which | discuss in relation to Jacques Ranciere's philosophy of education. The concept describes
a distinctive mode of knowledge transmission and institutional legitimation within the company
and subsequently becomes a central analytical framework for interpreting both the post-Harag
period and the work of chief director Ferenc Kovacs.

Accordingly, the chapter analyses the transformation of power relations within the
company through the interrelationship of heterarchy, hierarchy, and pedagogical power. It argues
that this distinctively pedagogical mechanism of power constitutes one of the central organising
principles of the company's internal dynamics, deriving not merely from the possession of

knowledge but from the understanding of knowledge as a position within relations of power.

1. THROUGH A GLASS, DARKLY. Hierarchization and Power in the Satu Mare Company
after Gyorgy Harag

The third chapter of the dissertation extends the conceptual framework established in the
preceding chapter by examining the period following Gydrgy Harag's departure, with particular
attention to the successive directorships of his two disciples, Andras Csiky and Alajos Acs. The
emphasis shifts towards case studies and the intensification of hierarchization, investigating the
institutional and artistic processes through which the company gradually fragmented into
competing groups seeking to subordinate one another. Within this process of hierarchization, |
distinguish between the two forms of power introduced earlier—the separation of leadership
power and pedagogical power, embodied respectively by the positions of the managing director
and the chief director—while also identifying the institutional "territory™ in which these forms of

power became concentrated: the Artistic Council, whose regulatory, disciplinary, punitive, and
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adjudicative practices may be regarded, in the Foucauldian sense, as the principal node of

normalizing power within the institution.

1. The Disciples (1960-1979)

This subchapter examines the period following Gyoérgy Harag's departure through the
changing configurations of power that continued to shape the company. Harag's legacy survived
not only through its aesthetic and pedagogical influence but also as a system of institutional
legitimacy organising the company's internal operation. At the same time, this inherited authority
gradually became fragmented and redistributed throughout the successive administrations of his

former disciples.

2. At the Mercy of Political Appointees

This subchapter examines the relationship between external political power and the
institutional functioning of the company. It argues that leadership appointments and cultural policy
decisions significantly influenced the theatre's internal organisation, while maintaining that
managerial crises and internal conflicts cannot be explained exclusively by external political
factors.

The analysis focuses instead on the institution's internal configurations of interest,
professional conflicts, and struggles for legitimacy, thereby offering a more nuanced
understanding of political intervention in the company's history.

One of the chapter's central conclusions is that, paradoxically, the practice of political
appointments did not impede but rather accelerated the process of hierarchization, partly because
of the professional incompetence of many political appointees. Following the period of Gyorgy
Harag, who concentrated leadership power and pedagogical power in a single individual, and the
subsequent period of his disciples, characterised by a divided exercise of power shared between
the managing director and the Artistic Council, a new phase emerged in which the Artistic
Council's professional authority became considerably strengthened.

From an artistic and professional perspective, the Artistic Council became the theatre's
principal decision-making body, within which theatre professionals were able to "domesticate"
even politically appointed directors through the force of their professional prestige, cultural capital,
and artistic competence. At the same time, however, the Artistic Council also evolved into an arena
of power struggles, effectively lacking an uncontested leader, as successive directors proved

unable to assume the full responsibilities of leadership.
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This decline is faithfully reflected in the almost complete disappearance, for more than a
decade, of the awards, distinctions, and festival invitations that had characterised the preceding

period.

3. From the Authority of the Founders to Director's Theatre: Nodes of Power within the
Company

This subchapter examines a decisive stage in the process of hierarchization by tracing the
shifting nodes of power within the company. It demonstrates how the legitimacy initially derived
from the founders' personal authority gradually gave way to the institutional consolidation of the
director's position, while centres of decision-making and professional responsibility were
simultaneously reconfigured.

The analysis argues that power should not be understood as a static institutional attribute
but rather as a continually reconstituted network of relationships in which different actors assume
central positions at different historical moments. Interpreting these developments from a
Foucauldian perspective, the chapter emphasises the fundamentally relational nature of power.

To illustrate the company's growing hierarchization and the increasing authority of the
Acrtistic Council, | examine the case of actress Anna Ban in 1972. In a formal petition addressed
to her former classmates—now serving as members of the Artistic Council—she requested
permission to perform the role of Nora alongside Emma Elekes in a double cast, although the role
had originally been assigned exclusively to Elekes. Both the petition and the Council's response
are analysed in detail with particular attention to the power relations they reveal. Although the
Council's reply appears to leave the request formally unresolved, its subtext effectively rejects the
proposal by imposing a series of conditions that were practically impossible to fulfil. Ultimately,
Anna Ban never received the role as part of a double cast. She performed Nora only once, in the
final performance of the season, after Emma Elekes was forced to take temporary medical leave
following an unexpected injury. The possibility of continuing in the role disappeared entirely the
following season. By then Anna Ban herself had begun the new season gravely ill, and she died
on 1 December 1973.

4. Pedagogical Power and Realist Director's Theatre after Gyorgy Harag: Ferenc Kovacs as
Chief Director
This subchapter traces the gradual separation of leadership power from pedagogical power,

arguing that the latter provides a productive analytical concept for describing aspects of directorial
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authority and hierarchical relations within the company that have received relatively little attention
in conventional theatre historiography.

Following Harag's departure, pedagogical power became separated from leadership power
for an extended period and increasingly concentrated around Ferenc Kovacs, who gradually
emerged first as a director and later as the company's de facto chief director. Despite his decisive
influence on the company's artistic development, his role has remained largely underemphasised
in theatre-historical scholarship, which has tended to privilege institutional history over the
testimonies and life-history interviews of the company's founders.

Within the increasingly hierarchical organisation of the company, decisions concerning
repertoire, play selection, and, above all, casting—not only in productions directed by Kovécs
himself—became progressively dependent upon his professional judgement. The chapter also
examines the remarkable number of literary secretaries who subsequently became stage directors
during this period, arguing that these career trajectories were closely connected to the dominance
of the realist paradigm and representational aesthetics. Such trajectories largely disappeared with
the emergence of later theatrical paradigms.

IV. CRACKS. Aesthetic "Accidents," the Intrusion of the Real, and the Performativity of Chance

The fourth, comparatively shorter chapter examines the atypical phenomena and fractures
that emerged within the realist paradigm characteristic of the period's institutionalised realism.
Within the model of theatre companies operating through the language of realist representation,
such disruptions and deviations frequently expose systemic tensions while simultaneously opening
spaces for performativity.

| identify these phenomena, on the one hand, in the working methods of romanian stage
directors and in the sporadic manifestations of Romanian retheatricalization that accompanied
their productions, and, on the other hand, in performative "accidents” and in the performative
events generated by the spatial compromises characteristic of touring performances.

The latter phenomenon is analysed through several key concepts drawn from Erika Fischer-
Lichte's aesthetics of performativity, including role reversal, community, and the autopoietic
feedback loop. While Fischer-Lichte relates the latter concept primarily to the circulation of energy
generated through the reciprocal interaction between performers and spectators, | extend its scope
by examining the theatre audience's longer-term influence upon the theatre itself—its artistic
profile, repertoire policy, and institutional development—thereby expanding a model originally

conceived to describe the internal dynamics of individual performances.
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In Fischer-Lichte's account, the feedback loop is a continuously recurring process of
reciprocal exchange generated by the shared bodily co-presence of performers and spectators. This
circular, self-transforming interaction gives rise to the theatrical event itself, understood not as an
artefact but as a process of continuous emergence.

Although the closed nature of the realist paradigm—its interpretative relationship to
dramatic texts, its reliance upon representation, and, not least, its fundamentally repetitive
character—generally works against the emergence of performativity, spontaneous responses to
unforeseen circumstances, errors, and accidental disruptions repeatedly create the conditions under

which performative events become possible.

V. A MIRROR ASSEMBLED FROM SHARDS. The Hierarchization of the Baia Mare—Satu
Mare Company from the Perspective of Network Theory

The fifth chapter examines the company's organisational configuration, its internal
relationships, and, above all, the processes of hierarchization through the lens of network theory,
drawing primarily on concepts adopted from literary studies. Its theoretical framework is based
principally on the work of Zoltan Németh and Anita Markd, whose studies not only apply network
theory to literary theory and literary history but also provide comprehensive overviews of the
historical development of network theory as a discipline. Their work is considered alongside the
foundational contributions of Albert-Laszl6 Barabasi and the literary network studies of Franco
Moretti.

The chapter revisits the processes and mechanisms of hierarchization discussed in the
preceding chapters through concepts such as scale-free networks, the small-world phenomenon,
weak ties, embeddedness (following Anita Markd), as well as directed and undirected
relationships, network growth based on preferential attachment, and the concept of the

superorganism.

1. Network Theory and Hierarchization

This subchapter establishes the conceptual framework of network theory employed in the
analysis of the company's hierarchization. Drawing upon the work of Albert-Laszl6 Barabasi,
Zoltan Németh, and Anita Markd, it argues that the transdisciplinary perspective offered by
network theory provides an effective analytical framework for examining relationships and power
structures within the company, provided that hierarchization itself is understood as a process of

network growth.
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The discussion introduces several fundamental concepts of classical network theory—
including the small-world phenomenon, weak ties, scale-free networks, and embeddedness—while
demonstrating their applicability to theatre historiography.

At the same time, the chapter emphasises that these models primarily contribute to an
understanding of the structural characteristics of hierarchization. The investigation of the
company's dynamic, hybrid, and performative modes of operation requires a different analytical
framework, namely Actor-Network Theory (ANT), which is introduced in the following chapter.

2. Hierarchization as Growth

This subchapter interprets the process of hierarchization through the growth models of
network theory. It argues that the formation of status and positions of power within the company
is closely related to the expansion of individual actors' relational networks, while also maintaining
that the predominantly quantitative models of classical network theory must be complemented by
qualitative perspectives, much as they have been in literary studies and literary history.

Whereas weak ties primarily facilitate network growth and professional mobility, strong
ties play a decisive role in professional legitimacy and in the formation of hierarchical relationships
within the company.

The Baia Mare-Satu Mare Company demonstrates how Gyodrgy Harag's extensive
professional and institutional network gradually became the company's shared relational centre.
Following his departure, this network was fundamentally reconfigured.

The network-theoretical approach also offers a productive interpretation of the two distinct
patterns of succession that followed. While the actor-directors occupied central positions primarily
through their local social networks and relationships with audiences, Ferenc Kovacs attained a
comparable centrality through his literary and professional networks.

Finally, the subchapter demonstrates that the structure of the Romanian Hungarian theatre
network during this period was also asymmetrical in terms of gender. Extensive networks of weak
ties were predominantly characteristic of male theatre practitioners, whereas women's professional
embeddedness was typically achieved through strong ties (personal relationships, particularly

kinship and family networks).

3. Proximity and Distance: The Networked Emergence of the Artistic Council
This subchapter develops the discussion of hierarchization through the concepts of Social
Network Analysis (SNA). It argues that relationships cannot adequately be described solely through

the dichotomy of strong and weak ties; equal attention must be paid to their distance, directionality
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(or lack thereof), layered organisation, the characteristics of dyadic and triadic relationships, as
well as the concepts of centrality, clustering, embeddedness, and the superorganism.

The latter concept is particularly relevant to theatrical practice, since the organisation of
individuals into coordinated chains of action constitutes one of the essential conditions of theatrical
production and one of its principal sources of efficiency. Within realist director's theatre, the
rehearsal process itself functions precisely as the mechanism through which such chains are
constructed.

The superorganism thus becomes more than the sum of its constituent parts, much like the
well-known example of a chain of firefighters acting in coordinated succession, as opposed to
uncoordinated individual action.

Drawing upon Plato's image of the magnetic chain in the lon as well as examples of
colonial organisation in nature, the analysis interprets the institutional operation of realist
director’s theatre as a chain of interconnected actions and, simultaneously, as a network model in
which the Artistic Council emerges as the densest and most central node.

Within this perspective, power relations inside the company are understood not as
preconditions but as consequences of network growth and increasing relational density. Members
of the Artistic Council did not occupy central positions simply because of their institutional office;
rather, their positional advantage gradually emerged through the accumulation of professional,
social, and personal relationships. This approach likewise casts new light on the mechanisms of

succession that followed Gyorgy Harag's departure.

4. Moscow Networks: The Network Growth of Pedagogical Power

This subchapter revisits the concept of pedagogical power, previously introduced, from the
perspective of network theory through an analysis of Gyorgy Harag's study trip to Moscow and his
Letters from Moscow.

These letters make it possible to trace the expansion of Harag's network into official
cultural-political, academic-professional, and civic spheres, while the members of the Baia Mare
company gained access to these networks only indirectly, through Harag himself and through his
written accounts. Harag thus functioned as an intermediary, a shared link, and the principal central
node within the company's relational network.

Viewed through the concepts of strong and weak ties and the small-world phenomenon,
the study trip can be understood as a process of dynamic network growth that further consolidated

Harag's central position within the company.
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Accordingly, the epistolary diary should be understood not merely as a personal travel
account but also as a medium for the transmission of knowledge, experience, and relational capital.
Within this communicative chain, Ferenc Kovacs already appears as an important intermediary
node, reading Harag's letters from Moscow aloud not only to the Hungarian company but, on

occasion, to members of the Romanian ensemble as well.

VI. A SHARD ACTING IN THE MIRROR. Objects and Translations in the Baia Mare—Satu
Mare Company: The Actor-Networks of a Makeup Box

The following chapter marks a methodological shift towards Actor-Network Theory (ANT)
in the strict sense, drawing primarily upon the conceptual frameworks developed by Bruno Latour,
Stefano Boselli, Christopher B. Balme, Ildiké Ungvéri Zrinyi, and others.

1. Istvan Nadai's Makeup Box and Other Nonhuman Actors

This subchapter marks a methodological turning point in the dissertation. From this point
onward, the history of the Baia Mare—Satu Mare Company is examined from the perspective of
Actor-Network Theory (ANT), moving beyond predominantly anthropocentric approaches.
Whereas the preceding chapters focused primarily on mechanisms of power, processes of
hierarchization, collective methods, and their reinterpretation through network theory, the present
chapter extends the analysis to include the role of nonhuman actors.

The point of departure is Istvan Nadai's former makeup box, which I approach not simply
as an object but as a mediator and as an actor that acts, transforms, and enters into networks
together with other actors. Drawing upon the terminology of Bruno Latour and Stefano Boselli, |
examine how a single object can serve as the starting point for reconstructing the translations,
subnetworks, and lines of becoming (fr. lignes de devenir) that render previously invisible
relationships within the history of the company perceptible. Accordingly, the chapter focuses not

on the history of an object as such, but on the actor-network in which that object participates.

2. Nonhuman Actors in the Actor-Networks of a Theatre Company

Viewed through the perspective of Actor-Network Theory, the history of the Baia Mare—
Satu Mare Company can not only be reinterpreted but, through the inclusion of nonhuman actors,
also partly rewritten. Conventional anthropocentric approaches to theatre history generally treat
objects, diseases, and other nonhuman entities as passive backgrounds to human action. ANT, by
contrast, recognises that they possess agency of their own and actively participate in shaping actor-

networks.
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Drawing upon Stefano Boselli's concept of stealthy disease agents, | demonstrate, for
example, that Alajos Acs's pancreatic tumour was not merely the cause of the interruption of
rehearsals for The Cherry Orchard and the subsequent alteration of the cast. Rather, it functioned
as a primary agent that reorganised the network itself, compelling the actor, the director, the stage
director, and numerous other participants to react.

Building upon this observation, I introduce the concept of the invisible agent, arguing that
many decisions taken by human actors are more adequately understood as responses to the agency

of hidden actors than as manifestations of autonomous human action.

3. "One Is Never Done with Them™: Invisible Agents and Ever-Expanding Chains of
Mediators

Drawing upon Bruno Latour, this subchapter argues that “the social” is best understood as
the constantly evolving web of associations linking human and nonhuman actors, in which action
emerges through networks of associations rather than from isolated actors. Unlike classical
network theory, Actor-Network Theory (ANT) shifts the focus from individual nodes to
associations, translations, and collective action, treating human and nonhuman actors
symmetrically within a flat ontology.

From this perspective, | introduce the concept of the invisible agent, understood as the
imperceptible—or at times irrecoverable—dark matter of actor-networks (and, consequently, of
research itself). The concept enables an examination of those largely unnoticed nonhuman actors
that usually become perceptible only through their actions or through the consequences of those
actions. Diseases, microbes, and other hidden actors are therefore not merely causes of events but
participants in the continuous reconfiguration of actor-networks.

Accordingly, the reconstruction of actor-networks can never be considered complete.
Every translation generates further translations, every mediator gives rise to additional mediators,
and every association opens onto further associations. The investigation of actor-networks
therefore necessarily remains an open-ended process. As Latour puts it, "One is never done with

them."

4. A Foucauldian Temptation: Delegation, Discipline, and Networks of Prescriptions

This subchapter brings Bruno Latour's concepts of delegation, translation, and prescription
into dialogue with Michel Foucault's analysis of disciplinary power in order to explore how
nonhuman actors participate in regulating theatrical practice. Drawing upon Madeleine Akrich's

concept of prescription, subsequently adopted and developed by Latour, | argue that objects and
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technical devices do not merely mediate actions but also prescribe them, requiring specific forms
of prior knowledge for their proper use. Latour's well-known examples—the speed bump, the hotel
key with its heavy key fob, and the Berlin key—demonstrate that actions may be delegated either
to human or to nonhuman mediators capable of acting in the place of others. Applying this insight
to theatrical practice, | examine how the prescriptions embedded in theatrical space—from lighting
and stage architecture to the fixed seating of the auditorium—quide, constrain, and organise
spectators' behaviour, often without their conscious awareness.

Children's performances provide a particularly revealing example of this process. Initially,
these prescriptions are communicated through human mediators ("Be quiet!”, "Look at the
stage!"), yet once they have been internalised they continue to operate through the nonhuman
actors themselves. In this sense, prescriptions become embedded in the very material arrangement
of theatrical practice.

The analysis therefore interprets these networks as constitutive elements of the dispositif
of director's theatre. At the same time, it argues that performativity, the Verfremdungseffekt, and
failed translations render precisely these otherwise invisible prescriptions perceptible, exposing

the mechanisms through which theatrical reality is organised and regulated.

5. Accidents in the ""Mystic Abyss"

The subchapter examines failed translations and the agency of nonhuman actors through
the analysis of anecdotes preserved in the company's collective memory and previously collected
in collaboration with the theatre's literary office. The "accidents” involving Andras Csiky, Istvan
Bessenyei, and other actors demonstrate that the orchestra pit, which Richard Wagner called the
"mystic abyss™ (mystischer Abgrund), remains a perfect invisibilising agent only as long as its
mediating function operates without disruption.

The analysis centres on an improvised solution prompted by lack of time, itself a
translation: replacing the wooden stage extension with a stretched canvas. For the audience, the
canvas creates the illusion of a seamless continuation of the stage. As an imperfect mediator,
however, it can produce a successful translation only through the stage manager's warning and the
actors' conscious cooperation. It therefore conveys different prescriptions from those embodied
by the wooden platform. The failure of the translation results not from the inadequacy of the
mediator itself but from the breakdown of cooperation between human and nonhuman actors: the

actor who steps onto the canvas disappears into the orchestra pit in full view of the audience.
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The subchapter concludes that theatrical actor-networks are shaped by numerous
comparable invisibilising agents whose agency generally becomes perceptible only at moments of

malfunction.

6. Beyond Metaphor: Tracing Networks and the Entry Point

This subchapter examines one of the fundamental methodological implications of Actor-
Network Theory. The application of ANT cannot be reduced to describing conventional theatre-
historical objects by means of a new terminology because, as Christopher B. Balme warns, this
would merely amount to reformulating old insights through new metaphors.

The method therefore requires not only a new conceptual vocabulary but also a different
entry point into the research process: the reconstruction of an actor-network may begin with any
human or nonhuman actor.

Drawing upon the work of Wolf-Dieter Ernst, Stefano Boselli, and Christopher B. Balme,
| argue that nonhuman actors previously regarded as peripheral constitute particularly productive
points of departure, precisely because they are capable of rendering visible the previously hidden
relationships within actor-networks.

The “thing”, understood as an actant, therefore becomes significant not in itself, but
because it inevitably raises Latour's fundamental methodological question: "When we act, who

else is acting?"

7. Mourning Objects: The Metaphysics of Deep Time

Building upon Bruno Latour's Actor-Network Theory, while also drawing on Ildiko
Ungvari Zrinyi's interpretation of its conceptual framework, this subchapter explores the
temporality of objects that extends beyond the human lifespan through the concept of deep time.

Nonhuman actors frequently outlive their users and, through inheritance, functional
transformations, and dislocations, become incorporated into successive actor-networks. In this
sense, the lines of becoming of objects do not follow the trajectories of human lives but unfold
according to their own temporality, which also affects the conditions under which translations
succeed. Inherited objects can preserve and transmit their former functions only if the knowledge
and prescriptions associated with them are likewise transmitted.

These methodological considerations justify the choice of Istvan Nadai's makeup box as
the point of departure for the present investigation. Having survived multiple owners, functional
transformations, and dislocations, the object preserves in its material fabric the physical traces of

numerous actor-networks, some of which can no longer be fully reconstructed.
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8. Istvan Néadai's Makeup Box

The subchapter applies the methodological framework outlined above by reconstructing
the actor-networks associated with Istvdn Nadai's makeup box. The object serves as an entry point
for reconstructing successive processes of translation and interconnected actor-networks that open
a considerably broader horizon than the life history of its owner alone, linking multiple
heterogeneous networks.

Although the process of tracing leaves certain aspects of the object's origin and functions
uncertain, five principal types of network nevertheless emerge: the jeweller's network, the
theatrical network, the family (civil) network, the exhibition network, and the digital (visual)
network.

The analysis demonstrates how the object's function, meaning, and agency are transformed
through successive dislocations, while also showing how curatorial interpretation, photographic
documentation, Wikimedia Commons, and Wikipedia incorporate it into further actor-networks.
The "history" of the makeup box is therefore understood not as the “biography” of a single owner

or location but as an ever-expanding hybrid network composed of human and nonhuman actors.

9. Artefacts and Time Capsules: Problems of Deferred Mediation

Examining the temporally deferred mediating role of objects, this subchapter argues—
drawing on Bruno Latour's analogy of the rainforest samples—that even the most ordinary
utilitarian objects do not merely represent the actor-networks from which they originate but
continue to mediate them, even after those networks have ceased to exist in their original form.

In this sense, the damage, wear, inscriptions, and later interventions visible on the makeup
box preserve the traces of different lines of becoming as material inscriptions that remain legible
in the present.

Following Bruno Latour and (lldiké Ungvari Zrinyi), this distinctive mode of mediation is
interpreted through the concept of deep time, within which temporally distant events do not appear
in a linear sequence but as layered formations.

Janos Pilinszky's reflections on the objects of Auschwitz and the "letters of the century"
illuminate both the legibility and the illegibility of the traces preserved in objects.

Objects therefore simultaneously preserve and conceal their past. They mediate the traces
of events whose occurrence cannot be doubted, even though their complete reconstruction is often

no longer possible: surviving rainforest samples after the forest fire.
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VIl. WHO IS IN THE MIRROR? Lines of Becoming, Narrative Identities in Satu Mare —
The Networks of Istvan Nadai

In the subchapters of the seventh chapter, I examine—primarily following Gilles
Deleuze and Stefano Boselli—the rhizomatic characteristics of the lines of becoming (Fr. ligne
de devenir) associated with theatrical networks and human actors, together with the previously
introduced concepts of the narrative self, narrative identity, and the self-constituting narratives
through which identity is formed. At the same time, | seek to bring these two conceptual
frameworks into dialogue by examining the mechanisms through which they become inscribed
at decisive moments in an individual's biography, both through the narrativisation of experience

and through the constitutive role that narration itself plays in the formation of the self.

1. The Business Card and the Networks of the Niedermann Family

The first subchapter examines the personal and family networks of Istvan Nadai through
Stefano Boselli's concept of the (vital) line of becoming, itself developed from Deleuze's
concept of becoming (Fr. devenir). The analysis of Nadai's business card demonstrates that the
different versions of his name—Niedermann, Nadai, Yehudah ben Schmuel, together with his
various nicknames—are not merely markers of identity but nonhuman actors operating within
actor-networks, connecting their bearer to distinct social, religious, cultural, and professional
networks.

Through an analysis of the dislocations and processes of assimilation experienced by
this Orthodox Jewish family, the study explores the formation of a nomad identity, in parallel
with Boselli's analysis of Copi (Raul Damonte Botana), in which he follows the trajectories of
emblematic figures of the Argentine émigré artistic community in Paris (“the Argentines of
Paris”).

The different versions of the name are interpreted as points at which distinct narrative
identities condense, each belonging to a different line of becoming that simultaneously creates
and interrupts connections, thereby actively shaping identity narratives.

2. Name and Identity — Who Is the "I''?

The second subchapter examines the relationship between name and identity through
the Deleuzian concept of becoming (Fr. devenir) and Gabor Szécsi's theory of narrative identity,
which synthesises the two principal conceptions of the narrative self.
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The biblical episode of Jacob—Israel—Jacob's struggle with the angel—serves as a
metaphor demonstrating that the giving of a name is not merely an act of designation but a
constitutive act capable of creating a new narrative and social position.

From this perspective, the theatre itself can be understood as a hybrid actor-network that
produces and connects new identities. Drawing on Szécsi's theory of the narrative self, | argue
that the identity narratives associated with the name Istvdn Nadai become stabilised at the
intersection of explicit and implicit narrative levels, while the different versions of his name
activate, most often fragmentarily, distinct narrative identities and lines of becoming.

Born as Istvan Niedermann, and receiving the name Yehudah ben Schmuel within the
framework of the Abrahamic covenant (Yehudah, son of Schmuel, his father being Sdmuel
Niedermann?), he was subsequently "renamed" upon entering the theatrical world. Following a
nineteenth-century theatrical tradition that emerged in response to policies of Germanisation,
Gyorgy Harag required his actors to adopt Hungarian-sounding stage names. He was the last
artistic leader in the history of the company to maintain this practice, which came to an end
with the arrival of the actress Ingeborg Adleff, who retained her original surname. It was at this
point that Istvan Niedermann adopted the stage name Istvan Nadai, which he later legalised.
Similar transformations occurred throughout the company: Emilia Tirnovan became Emilia
Tarndi, Andras Reismann became Andrés Vandor, Béla Friedmann became Béla Koll5, and
Katalin Wohl became Katalin Koltai. In this theatrical tradition, renaming simultaneously
confers a new professional identity. Alongside these official names existed the company's own
world of theatrical nicknames: because of his age, Istvan Nadai became universally known as
"Nagytata” ("Grandfather").

Nadai's journalist brother, who perished in Auschwitz, also Hungarised his surname,
becoming known as Ferenc Nemes. Significantly, the surname Nemes ("noble™) would hardly

have been considered advantageous for his younger brother during the socialist class politics of

3 In traditional Orthodox Jewish families, the practice of using parallel names was a clear marker of assimilation.
In the case of the father, the Hebrew given name (Shmuel) was still identical with his official name (Samuel),
whereas his sons already bore official given names of Christian origin while simultaneously receiving Hebrew
names used exclusively within religious life. Following the 1868—1869 schism of Hungarian Jewry, these naming
practices also generally reflected affiliation with the different religious denominations. In Satu Mare, for example,
the Orthodox Chief Rabbi, Eliezer Dovid Griinwald, bore an official name identical to his religious one, whereas
the Neolog Chief Rabbi, Sandor Jordan, used a Magyarised name. The schism was therefore closely connected not
only with theological differences but also with questions of linguistic and cultural assimilation. Although the
liturgy was conducted in Hebrew in both communities, the language of the sermon differed: in Orthodox
synagogues it was delivered in Yiddish, whereas in Neolog synagogues it was delivered in Hungarian. The
assimilation of the Niedermann family is likewise reflected in their burial places. The graves of Istvdn Nadai's
parents are located in the Orthodox Jewish cemetery of Carei, where the inscriptions are partly in Hebrew, whereas
the actor Istvan Nédai himself was buried in the Neolog Jewish cemetery of Satu Mare, whose gravestone
inscriptions are exclusively in Hungarian.
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the 1950s. Thus, one son of Sdmuel Niedermann became Ferenc Nemes, the other Istvan
Nadai—while both remained “ben Schmuel” in the synagogue.

The analysis of testimonies concerning Istvan Nadai demonstrates that personal
experience, cultural metanarratives, and the mechanisms of meaning-making associated with
folk psychology participate jointly in the continuous formation and transformation of identity.
The subchapter argues that narrative identity itself may be understood as an actor-network,
within which stories, names, and memory do not merely represent the self but continuously

shape and reconfigure it.

3. "Everything That Was Whole Has Fallen Apart™ — The Fragmentation of the Self,
Narratives, and Lines of Becoming

The third subchapter examines the fragmented character of narrative identity,
proceeding from the premise that the self may be understood as a network composed of
narratives and narrative levels (explicit and implicit) that remain in constant interaction.
Drawing on Deleuze and Guattari's theory of the rhizome, Tim Ingold's concept of lines of flow,
and Stefano Boselli's concept of the vital line of becoming, | argue that biographies should not
be understood as linear histories of development but as processes that continuously intersect,
break apart, and reorganise themselves.

The methodological compromise proposed by Boselli brings into dialogue Deleuze's
concept of becoming (Fr. devenir), Ingold's ontological temporality of becoming, and Latourian
actor-networks, making it possible to articulate diachronic and synchronic perspectives
simultaneously.

From this perspective, actor-networks may be understood as cross-sections of the
"fabric" woven by lines of becoming, visible at a particular moment in time. Traumatic events—
such as the Shoah (the Holocaust), forced labour in Hunedoara under the Romanian compulsory
labour system imposed on Jews, the changing of one's name, or death—do not constitute mere
actions or translations, but genuine lines of flight (ligne de fuite): external, perpendicular
interventions that fracture pre-existing networks and give rise to new configurations.

One of the chapter's principal methodological conclusions is that analysing vital lines of
becoming complements the study of actor-networks by introducing a temporal dimension,
thereby allowing a more adequate understanding of the dynamics of biographies, identities, and
historical ruptures. What appears, from a synchronic perspective, as an actant—a node or

point—becomes, from a diachronic perspective, a line (a vine or tendril); similarly, what
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appears synchronically as a connection or an assemblage emerges diachronically as a woven

fabric.

4. A Photograph from 1958: Vital Lines of Becoming

In this subchapter, | take the existential situation of Istvan Nadai in 1958 as my point of
departure in order to demonstrate how a biographical trajectory may be interpreted through the
concepts of the vital line of becoming, the rhizome, and deterritorialisation, as formulated by
Deleuze and subsequently reinterpreted by Stefano Boselli.

In opposition to teleological biographical narratives according to which "all roads led to
acting," | argue that N&dai's trajectory is not a developmental story but an open, rhizomatic
history of becoming, organised by intertwined lines of becoming and recurring dislocations.

One of the chapter's central conclusions is that the theatre itself constitutes a privileged
space of becoming: the actor's stage identity is continually constituted through processes of
transformation. The theatre is a machine of becoming. Consequently, becoming an actor is not
a completed state but an ongoing process composed of interruptions, returns, and new
beginnings.

Néadai's semi-autodidactic professional formation—he was not a professionally trained
actor but joined the company later, alongside its graduate actors—makes this dynamic
especially visible. In the absence of institutional validation in the form of a diploma, it becomes
impossible to determine where the process of professional formation begins and where it ends.
From this perspective as well, his trajectory resonates with the Deleuzian understanding of
becoming and the rhizome, both characterised by a permanent condition of in-betweenness,
without beginning or end.

The subchapter also examines the nickname Nagytata ("Grandfather"), interpreting it as
a condensed identity narrative. The nickname simultaneously organises relationships within the
company, designates a generational position, and, through a specifically familial metaphor,
configures Nadai's place within the company's network. It is therefore far more than an
anecdotal detail. Rather, it functions as a consciously created mediator that both establishes and
dissolves relationships, while simultaneously becoming an important nonhuman mediator of

communal identity and the configuration of roles within the company.

5. Community and Family Networks — Translation, Actors, and Narratives of Crisis
The fifth subchapter examines Istvan Niedermann's community and family networks

through the concepts of translation and the actor-network. Following the Holocaust, the
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primary function of religious practice undergoes a profound transformation: rather than serving
principally as a vehicle of religious tradition, it increasingly becomes a medium for the
mediation of memory and mourning. The traditional narrative of the religious community is
gradually replaced by a narrative of crisis.

Interpreting this process, and engaging critically with Byung-Chul Han's concept of the
crisis of narrative, | argue that the phenomenon observed here should not be understood simply
as the crisis or disappearance of religious narrative. Rather, what emerges is the predominance
of another narrative—that of post-war mourning.

The commemorative section of the Mazkir memorial prayer, prolonged almost
indefinitely through the recitation of the names of the dead—victims of the Holocaust—
gradually comes to dominate the liturgies of the major religious festivals, which had originally
commemorated entirely different events, such as the Exodus from Egypt.*

From this perspective, the synagogue itself functions as a hybrid actor-network, within
which human and nonhuman actors alike—liturgical objects, names, sacred texts, and ritual
practices (mitzvot)—participate in the construction of religious practice and long-term cultural
memory.

The objects preserved within the family network—above all the forced labour armband,
the kippah, and the makeup box—connect different networks of identity and memory, each
perpetuating the traces of past actions in its own distinctive way.

6. A Point of Intersection: The Diary of Anne Frank

In my dissertation, the 1958 production of The Diary of Anne Frank, premiered at the
National Theatre Festival in Bucharest, is analysed not merely as a theatrical performance or as
an artefact, nor solely as an event, but as the point of intersection of an exceptionally complex
actor-network.

At the centre of the analysis lies the hybrid network that, from the rehearsal process
through to the festival performances, connects institutions, actors of cultural policy, transport

infrastructures, technologies, objects, and human actors.

4 Traditionally, the Mazkir prayer is recited by orphans in memory of their deceased parents. It differs from the
Kaddish—often referred to as the "Orphans' Prayer"—uwhich, although likewise recited during memorial services
for the dead, contains no explicit textual commemoration of the deceased. The Mazkir prayer is recited during the
services of the major Jewish religious festivals. Originally, it constituted only a brief interlude within the liturgy,
during which worshippers whose parents were still living were required to leave the synagogue temporarily.
Following the Holocaust, which annihilated entire families without leaving surviving descendants, many survivor
communities began incorporating the names of these victims into the prayer. As a result, the Mazkir prayer
gradually became an almost endless recitation of the names of Holocaust victims—neighbours, friends, colleagues,
and relatives who had left no living descendants to preserve their memory.
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The analysis of the rehearsal process demonstrates that the agency of both human and
nonhuman actors continuously shapes the performance. Costumes, scenery, props, and the
material environment are not simply instruments but active agents in the process. Consequently,
the director's artistic conception inevitably changes throughout rehearsals, while the week of
dress rehearsals constitutes the process through which this collective action becomes
temporarily stabilised and subsequently concealed by narratives.

The analysis also incorporates the Deleuzian conceptual pair of deterritorialization and

reterritorialization into the interpretation of the dynamics of the rehearsal process.

7. On the Network of a Theatre Review (1959)

The seventh subchapter explores the role of the spectator within theatrical actor-
networks through an analysis of a review published in the journal Utunk in 1959.

Written by Andrés Szilagyi, himself a North-Transylvanian survivor of the Holocaust,
the review possesses particular significance because it exceeds the limits of the critical
discourse of its time and makes visible its own network of reception. Through an associative
process, Szilagyi identifies Otto Frank, as portrayed by Istvan Nadai, with the actor's own
brother, Ferenc Nemes, who was murdered during the Holocaust.

A closer reading of the text demonstrates that theatrical reception constitutes a
rhizomatic and associative process in which personal memory, historical experience, and the
theatrical event become interconnected through mutually constitutive translations.

The review therefore functions not merely as a document of a theatrical performance
but as an autonomous actor-network, within which the performance, the spectator's biography,
and the written text together create a new point of intersection.

One of the subchapter's principal conclusions is that the theatrical event neither begins
on the stage nor ends there. The spectator's vital lines of becoming and narrative identity
likewise constitute active components of the performance network, whose reconstruction

becomes possible—quite exceptionally for the period—through the review itself.

8. The Holocaust as a Point of Rupture — Survivors and Lines of Flight

The eighth subchapter examines the actor-network associated with The Diary of Anne
Frank by following Stefano Boselli's methodological proposal. Rather than attempting a
complete diachronic reconstruction of the networks involved, the analysis follows a limited

number of essential lines of becoming over an extended period.
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Particular attention is devoted to the Holocaust survivors within the company. Although
they did not constitute a distinct subnetwork, they were connected to the production through a
shared horizon of experience, including those who did not perform in the production itself.

The available sources demonstrate that Gydrgy Harag, Istvan Nadai, Andras Vandor,
and Katalin Koltai (Wohl) processed the trauma of the Holocaust in radically different ways,
ranging from silence and repression to open remembrance. Their relationships to their own
Jewish identity likewise cover a broad spectrum, extending from voluntary assimilation through
the rediscovery of Jewish identity to Zionist dissimilation.

In each of these cases, however, the Holocaust functions as a genuine line of flight (ligne
de fuite): a radical process of deterritorialization that ruptures pre-existing family and social
networks while simultaneously making possible the emergence of new identities, relationships,
and artistic trajectories.

From this perspective, The Diary of Anne Frank deserves to be analysed not merely as
a theatrical performance but also as an actor-network within which the unspoken traumatic
experiences of both the director and the actors remain actively present. The biographical
trajectories of the survivors further demonstrate that trauma never belongs exclusively to the
past; rather, it continues to operate within the network as an active agent, shaping subsequent

decisions, identities, and artistic practices.

9. Dislocation as a Way of Life — Istvdn Nadai, the Traveller

The ninth subchapter examines the recurring dislocations that characterise Istvan
Nédai's biography, demonstrating that changes of place should not be understood as isolated
episodes but as the enduring organising principle of his nomad identity, long before the
beginning of his theatrical career.

Before becoming an actor, Nadai practised thirty-two different occupations and lived,
for longer or shorter periods, in approximately a dozen towns and cities.

Following his settlement in Baia Mare and later Satu Mare, these earlier dislocations
were gradually replaced by continuous travelling, which preserved the same nomadic mode of
existence within the comparatively stable framework provided by the theatrical profession.

The example of the synagogue in Paris illustrates how a religious community may itself
function as an actor-network, capable of creating new relationships and new points of
orientation even within an unfamiliar environment. It likewise provides a shared language—

quite literally—through the common knowledge of Yiddish.
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10. Gyorgy Harag's "'Disciple™

The final subchapter revisits the concept of pedagogical power, introduced earlier in the
dissertation, from the perspective of theatrical practice itself, drawing upon Istvan Nadai's
recollections of working with Gyérgy Harag.

In these recollections, Harag's pedagogical method appears not merely as a process of
teaching acting technique but as a mode of artistic formation that shapes stage practice through
the deliberate dismantling of previously acquired habits and automatisms.

Néadai's own artistic trajectory likewise cannot be understood as a linear career. Rather,
it constitutes a line of flow, composed of continual returns and reconfigurations, in which
childhood theatrical experiences, his earlier work as an amateur actor, the Holocaust, his
numerous occupations, political ruptures, and his subsequent professional career as an actor

remain in constant interaction.

VIII. IN THE MIRROR OF DANCE - THE KOREAN BALLERINA. Rhizomatic Paths:
The Hidden Networks of a Theatre Tour

The concluding chapter examines, through a case study, the operation of what Stefano
Boselli describes as the rhizomatic paths connecting cities, relating them to the vital lines of
becoming of human actors. The analysis draws upon a well-known anecdote from the Satu
Mare theatre, contemporary newspaper sources, and Gyodrgy Harag's Moscow diary.

The chapter reinterprets, from the perspective of Actor-Network Theory, the anecdote
concerning the encounter between Gyoérgy Harag and a North Korean ballerina in Moscow,
demonstrating how the hidden and informal networks of theatre history may be reconstructed.
A story whose origins had long remained uncertain could be corroborated at several crucial
points through the complete 2020 edition of Harag's diary, together with Hungarian and
Romanian press sources, thereby revealing the connections between the Moscow encounter and
the subsequent guest performance of the Pyongyang Ballet Company in Satu Mare.

The purpose of this analysis, however, extends far beyond merely authenticating an
anecdote. Taking this case study as its point of departure, and following Boselli, the chapter
investigates the operation of the rhizomatic paths connecting cities, understood as alternatives
to the officially established institutional roads. As Boselli observes, such paths transport
"sensibilities, repertoires, and objects.” Building on this observation, the present study argues
that they may also mediate entire actor-networks.

At the conceptual level, the chapter also proposes a definition of the notion of the path,

emphasising the semantic distinction that underlies its methodological significance. Whereas a
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road is an institutionally designated, arborescent, hierarchical structure—indeed, a
constructed artefact—a path is a rhizomatic trail that comes into being through action itself,
because it is trodden into existence. Its trajectory is constantly changing, since it is itself
primarily a trace—the trace of processes of deterritorialization, reterritorialization, and the
connections they produce. As such, it has neither a predetermined beginning nor an end.

A comparison between the earlier edited edition of Harag's Moscow diary and the later
complete edition further demonstrates the extent to which earlier, anthropocentric discourses—
shaped by what Boselli calls the illusion of an "essential ontological status"—overlooked
precisely these paths. The editor of the earlier edition focused exclusively on the officially
constructed, arborescent roads of Harag's professional study trip, while leaving unexplored the
hidden paths formed by personal encounters, emotional relationships, and informal networks
running alongside them.

The New Year's Eve episode in Moscow analysed in this chapter illuminates precisely
this distinction: the difference between official, institutionally constructed networks and the
informal, spontaneously emerging networks that develop within territories separated by
Deleuzian deterritorialization and its lines of flight.

The chapter concludes that the history of theatrical networks can only be reconstructed
adequately if, alongside official institutional relationships, we also attempt to uncover these
invisible, frequently anecdotal, yet invariably rhizomatic paths, which in practice may shape
the movement of entire companies, repertoires, and artistic communities.

The fact that, without the encounter and love story between Gyorgy Harag and An
Seong-Hi® in Moscow, the Choi Seung-hi Dance Company of Pyongyang—named after the
ballerina's mother and directed by her—would in all likelihood never have performed in Satu
Mare during its European tour vividly illustrates the importance of hidden connections. It also
demonstrates how impossible it is to understand the actual causal relationships between
historical events if we focus exclusively on official, hierarchical, and arborescent roads while
overlooking the rhizomatic paths that run alongside them.

5 At the time of her encounter with Harag, An Seong-hee was a young ballerina in her twenties who had already
achieved international recognition through European and American tours, as well as Soviet—North Korean film
co-productions. At the age of thirty-five, however, she disappeared permanently from public view together with
her parents, who fell victim to a political purge. Nothing is known about her after her disappearance in 1967;
according to prevailing assumptions, she may have been imprisoned or executed in the late 1960s. While the North
Korean regime officially acknowledged the death of her mother in August 1969 in a statement issued in 2003, no
official statement has ever been made regarding the fate of An Seong-hee.
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IX. CONCLUSIONS

The present dissertation proposes a reinterpretation of the history of the Baia Mare—Satu
Mare Company through a series of theoretical and methodological frameworks that have so far
been only rarely applied in theatre-historical research. Drawing on the Foucauldian theory of
power and Actor-Network Theory (ANT), the analysis focuses on the microphysics of power and
on the hybrid, networks composed of human and nonhuman actors. Beyond identifying
previously overlooked phenomena and mechanisms, the study seeks to formulate a less
anthropocentric, rhizomatically oriented account of the company's historical development—
one capable of incorporating the agency of nonhuman actors into theatre historiography.

The research pursued a dual objective. On the one hand, it sought to reinterpret the
history of the Baia Mare—Satu Mare Company from a demythologising and de-heroising
perspective; on the other, it aimed to introduce theoretical and methodological approaches that
have so far been little used—or entirely absent—from research on the history of this company.
The Foucauldian theory of power, network theory, Actor-Network Theory (ANT), together with
the concepts developed by Gilles Deleuze, Stefano Boselli, and Gabor Szécsi, as well as the
methodological compromises formulated on their basis, have made it possible to reinterpret the
company's history from a fundamentally new perspective.

The analysis also demonstrates that, even within the context of a communist
dictatorship, power cannot be understood exclusively as political pressure exerted from outside
the institution. Rather, it is constituted and circulates through the company's internal networks
of relationships, through the mechanisms of pedagogical power and managerial power
(lidership power), and through the processes of hierarchisation themselves. Rather, it is
constituted and circulates through the company's internal networks of relationships, through the
mechanisms of pedagogical power and managerial power, and through the processes of
hierarchisation themselves. At the same time, the company's initially heterarchical
organisation, its collective methods of artistic creation, and the contingent manifestations of
performativity all contributed significantly to the formation of its institutional identity.

The research further demonstrates the explanatory potential of the hypothesis that, from
the perspective of network theory, hierarchisation may be understood as a process of network
growth. At the same time, the application of Actor-Network Theory makes it possible to
integrate into the analysis of the company's history the agency of nonhuman actors—obijects,
diseases, technical devices, buildings, texts, and names. Following Deleuze and Boselli, the

concepts of becoming (devenir), vital lines of becoming, and rhizomatic paths provide a new
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perspective on the ways in which artistic and biographical trajectories become intertwined with
narrative identity.

One of the dissertation's principal contributions lies in demonstrating that the history of
the Hungarian company of Baia Mare—Satu Mare can no longer be understood as a linear history
of "development™ but rather as a multiplicity of temporarily stabilised hybrid actor-networks
composed of human and nonhuman actors. From this perspective, power, hierarchisation,
casting, repertoire, and even methods of artistic creation no longer appear simply as the
consequences of autonomous human decisions. Instead, they emerge as participants in—and

mediators of—complex, distributed actions organised through networks.
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